If we so-called decent people want to protect ourselves from the jibes of the barefooted let us give them proper example.
Bakhtin goes on to distinguish between such all-inclusive festive laughter and the negative laughter of satire in which the satirist is wholly opposed to and places himself above the object of his mockery.
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One thinks right away of the difference between the real life Mighty Spoiler and Derek Walcotts fictional Spoiler, narrator of The Spoilers Return. The real-life Spoiler observed lifes vagaries, its injustices, strangeness, absurdity, sadness in a humour that was at once corrosive and celebratory; Walcotts Spoiler, a thin mask for Walcotts rage, is literally located above the city, country and region that he bitterly castigates for its two decades of failed independence and the degeneration of everyone and everything since the end of the colonial period.
The bitterness of Walcotts laughter and the recurrent stance of exile, of alienated detachment that his protagonists, from Crusoe to Spoiler and Shabine, have assumed over the years, are paralleled to the last particular by the increasing acridity of calypsonians laughter since the mid-1970s, the bitter violence of some of their social commentary in the 1990s, and their occasional assumption of stances above the world that they condemn. This may be partially the result of calypso having become the property of educated middle-class songwriters who may not, in fact, have anything more than a commercial affiliation with the world of the underclass who, in Bakhtin, create the festive laughter that he idealizes. Moreover, in multiethnic societies such as Trinidad and Tobago, where major ethnic groups are locked into grim and wasteful contestations for political and economic power and social visibility, it is a mistake to think of Carnival laughter or any other kind of laughter as the laughter of all the people. Laughter in such societies, is more often than not a weapon to reduce or cut down the enemy: the stereotypical ethnic Other.
Bakhtins analysis is truer to our situation when he comments on the role of corrosive laughter in an age of radical political change and social upheaval, and commends Rabelais for his ability to focus the power of laughter Espinet, a well-known and respected coloured Creole, regarding the treatment of leprosy and offended both black and white inhabitants.
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Unfortunately for Bakewell, the incident occurred in January at the beginning of the Carnival season and was therefore celebrated in a calypso that was sufficiently famous to have survived in memory right into the mid-twentieth century. Like the calypsos vilifying ladies of the elite by attributing to them the same sexuality that respectable society normally associated with the Jamettes, the song immortalizing Bakewell shows the calypso to have shared similar roots to Bakhtins true Carnival of the unappropriated folk. Its laughter seeks to bring both the Caucasian ladies and Bakewell to a recognition of qualities that they share with the rest of the society: the quality of sexual desire in the case of the ladies and the quality of a common humanity beyond the fiction of a superior white skin in the case of Bakewell.
Such corrosive, democratizing laughter was, of course, greeted with officialdoms call via the Port of Spain Gazette (9 March 1870) for a recognition of the moral authority of the church to put an end to the obscene and disgusting buffooner (sic) that characterized Jamette Carnival.
10
Morality, respectability and decency, as defined by an entrenched elite, have always sought to control or even abolish Carnivals festive laughter, particularly such laughter as has been focused on the elite itself to unmask an implied grossness beneath its surface of social superiority.
The history of the calypso for the century and a quarter that separates our time from that of Bakewell displays the same pattern beneath the kaleidoscopic facade of apparent social change. Calypso, and to some extent Carnival, have strived to celebrate and expand a special festive freedom and the scope of festive laughter: the instinct of elitism, respectability and officialdom has continued to be one of defining limits, outlining responsibilities and exercising a patronizing control over the spirit, shape and performance of festivity. This control was manifest in the Musical Ordinance of 1883, which was aimed at the surviving vestiges of African musical instruments and performance style; the Peace Preservation Ordinance of 1884, which was framed in January of that year to tame Jamette Carnival for good and later provided the legal justification for the massacre that came to be known as the Hosein Riots; the employment of sponsorship from small city businessmen after the 1890s as a means of for the year, Leggo the Dog, Gemma, was held to be even more scurrilous than Daniel Must Go. However, since it was impossible, as Cipriani, long dead, had predicted, to prove anything at all against Leggo the Dog, Gemma, the prosecution based its case on Daniel Must Go, a calypso that was no more than a fairly accurate description so the defence argued of a court case in which the acting director of education, an Englishman, had been charged for drunken driving after a cocktail party.
He had driven his car off the road and knocked down a pedestrian. Tiger commented on the countrys need for sober people to direct its education. He also expressed dissatisfaction at the acquittal of Daniel by the court on some legal technicality, the type that has always worked to be advantage of the ruling elite. Nothing much came of the case against Tiger and Attila, but the incident does reinforce the point we have So there was no doubt that calypso freedom had been increased and redefined in every particular. Sparrow was in every way the incarnation of the festive spirit of
Carnival. There were the grotesque excesses in sexuality; the assertion of a sort of phallic kingship that was reflected in every movement of his performance. There was the constant head-on confrontation with official values of decency and respectability.
There were even the violent physical encounters between Sparrow and a succession of antagonists, some of which led to court cases; and there were, framing and underlying all these, rhythm, life-pulse, celebration, excess, self-assertiveness, the boasting rhetoric of the traditional warrior-hero. Sparrow sarcastically commended the newspaper for all the free advertisement it had been giving him, by opening up its pages to so many of his critics. Interestingly, he ended by comparing his situation to that of Premier Eric Williams.
In Outcast (1963) he accused society in Trinidad of blatant hypocrisy. A class of people who had created nothing that was indigenous, who were even then in the process of appropriating both pan and kaiso as representative national forms, enjoyed the songs and music but were still full of prejudice against the singers and musicians:
And they bracket you in a category so low and mean / Man they leave the impression that your character is unclean. This was as direct and aggressive an attack or defence as one would find in Sparrow; the bulk of his response was quite oblique. The more he was attacked for his phallic songs, the more outrageously he would assume the mask of sexual rebel, violator of cherished taboos, or mocker of the respectable, the decent, the moral ethics squad and thought police of the socially conformist. How else can one explain the movement from Jean and Dinah (1956) (1963) and The Governors Ball (1967), the last of which came at the end of his first decade as a calypsonian. In Short Little Shorts the calypsonian depicts the governor still
British, but increasingly irrelevant as lusting after a young woman clad in short little shorts. Respectability is no stranger to common desire. We recognize festive laughter such as had issued from the throats of nineteenth-century chantwels as they baited upper-class ladies about their secret sexual desire.
In Popularity Contest the target is the governor general of the short-lived West Indian Federation, Lord Hailes, whose social significance is being measured against that of Dr Williams, the popular, charismatic premier of Trinidad and Tobago, and Her final command to Sir Solomon is, Governor, leh we break away. To break away is to abandon oneself to the joy and madness of the moment, to break through to and release the repressed other self. The governors instinctive command to his guard to put this lunatic outside is a clear indication that he will never be able to enter into the spirit that she brings to his ball. When authority cannot break away or even break, it tends to retaliate by seeking to censor the freedom and abandon of those who, in Aimé Césaires memorable phrase, give themselves to the essence of things. It was suddenly discovered that Chalkdust was a schoolteacher, a member of the public service and thus subject to regulations that prohibited the public servant from holding more than one job. The real problem, however, lay elsewhere, in the regulations that forbade public servants from making public statements on the political affairs of their country and particularly from offering criticism of the states public policy. The freedom of the public servant was clearly and narrowly delimited in the regulations; the responsibility, too, it was implied, was to the employer, the state, whose elaborate machinery could, on little provocation, be programmed to work against the uncooperative subject. Chalkdusts great contribution to democratic freedom in Trinidad and Tobago lies in the fact that he challenged the ministry, the regulations and the malignant state machine.
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Answering the charge that by singing nightly in a tent he was doing two jobs, he Somebody Mad (1972) , and many more, calypsonians had extended their freedom considerably, while providing through their focused laughter a measure of the madness and disintegration that they perceived in the society.
The systems role in the national stickfight, performed by whoever is in power for a time or at the time, has been to stress the achievements of the regime in power, to emphasize the dignity and respect due to authority, and to threaten overt or covert reprisal against the irreverent calypsonian. Such reprisal has taken several forms: for example, lawsuit, as was the case with Shortys The Art of Making Love (1974). One school of opinion, supported by Shorty himself, was that Chalkdust was the real target of the lawsuit, not Shorty. A coded warning was being sent out, a word to the wise.
Dissenting calypsos were and usually are denied airplay. Radio station managers, fearful for their jobs, took care not to offend the powers that were by pre-censorship of all offensive songs. Deejays were served a list containing songs that were not to be played.
Calypsonians There are, then, and have always been, two sets of players in this ongoing drama of discourse. One party seeks to expand freedom, the other to limit it. Both parties seek their own self-interest. The one clings to convention, the other to law. Convention has always required negotiation, while law involves a constant clarification of limits, an erection of clean, insurmountable boundaries, whose extreme state is censorship, the imprisonment of the word and, if necessary, the assassination of the voice. The freedom that calypsonians habitually claim is based on convention. It is the freedom of traditional festive spaces in which roles are reversed, the powerless play at being powerful and if the game is being correctly played the powerful pretend to be humble and powerless. It is the freedom of the fool to criticize and caricature the king; the freedom of the old-time Feast of Fools when the lesser clergy either played or mocked at their betters.
This sort of freedom used to be understood to be transitory. It existed within the special festive space of Carnival but disappeared as Carnival ended and normal time re-established itself. Nothing better illustrates this reality than the calypso the name I forget that depicts a masquerader whose socially outrageous behaviour is tolerated throughout the two days of Carnival, but who is charged and sentenced to jail for playing mas on Ash Wednesday. Calypsonians freedom was expected to be that of the masquerader, a time-limited phenomenon that was tolerated precisely because it was both temporary and confined to the tents special and festive stage.
The problem was that, over the decades, the calypso tent evolved as a sort of popular equivalent to Parliament: a privileged space that exists not because authority has willingly sanctioned its existence but because it has, decade after decade, era after VPDOO D[H political era, fiercely asserted and defended its own right to exist as a forum for the public articulation of whatever is officially unspeakable, for the public transgression into what is officially taboo, and for speaking ones mind either openly or behind a mask. In fulfilling these functions the calypso has been seeking a more permanent place in national discourse. It has been trying to extend the privilege of the tent, where one can state the outrageous, into the world of normal, daily discourse where the outrageous may also be the libellous. Gypsys Respect the Calypsonian (1988) is perhaps the clearest statement on this desire among calypsonians to be respected as serious contributors to both celebration and political discourse.
The evolution of the social and political calypso has been similar to that of the Trinidad Carnival which has in all its faces, phases and manifestations been both the theatre and a metaphor of the process through which the still living drama of Trinidads social history has been both encoded and enacted. Essentially, Carnival, like calypso, has been a celebratory mass/mas theatre of contested social space; a drama of ritualized verbal and violently physical challenge; the domain of the stickfighter, the Wild Indian, the Pierrot, the Midnight Robber, the chantwel, the pan man. The contestation of these carnivalesque figures with rhetoric or blows often rhetoric and blows was an enactment of the confrontation that has always been taking place within the social process itself. How Low? asks Watchman (Watchman, How Low [1994] ).
The calypsonians impulse to unmask the politician as a mocking pretender is essentially the same as the impulse that the ancestral chantwel, Midnight Robber, batonnier or Indian chief felt to reveal and demolish any rival who had invaded his space. It is the ancient declaration of territorial rights, the age-old assertion of power-in-discourse projected through the medium of contemporary calypso. There is also the recognition that the present regime, which gained a few thousand votes less writer of letters to the editor; the member of Parliament, whether speaking under the protection of parliamentary privilege or outside of Parliament; the pundit, the preacher, the prelate pontificating from various pulpits; the politician at the hustings; the caller into radio discussion programmes and the omnipotent hosts of such programmes; the cartoonist; the comedian; the satirist. One demands or should demand
• the courage to state convictions based on verified fact;
• the moral consistency to practise what they preach and to live by the values and standards that they seek to impose on others;
• balance born of the recognition that ones viewpoint may have only partial validity;
• fairness and a democratic spirit that allows the Other however one defines the Other the same right to discourse, dissent and dialogue;
• the ability to accept picong, censure, the reductive laughter of the Other in the same spirit of give-and-take of gaiety, of elation and of play as one delivers picong, censure and laughter at other peoples doorsteps; and
• a genuine and honest seriousness of social concern.
These qualities courage of conviction, consistency, balance, fairness, recognition of the Others right to discourse, a spirit of give-and-take, gaiety and honest social concern will, if we are sufficiently mature, tolerant and lucky, eventually emerge out of the very process of contestation in which Trinidadians and Tobagonians have been historically engaged. One cannot legislate these qualities, particularly when the would-be legislators display a consistent lack of the very values and standards that they seek to impose on the rest of the population. The society at large recognizes such hypocrisy immediately, and calypsonians focus the power of societys laughter on both the hypocrites and their hypocrisy. The state now seeks to legislate against such laughter, to lock up picong. Caught up in the old colonial masquerade of autocracy, the state has regressed to anachronistic nineteenth-and early twentieth-century class legislation. Equally caught up in the ancient masquerade of resistance, the calypsonian will continue to serve as the channel for peoples scepticism, laughter and freedom.
Finally, it is the masquerade that plays the masquerader.
